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While a g rea t  d e a l  of time has been spent i n  studying the  s t r u c t u r a l  
and fo rmal i s t i c  approaches t o  f o l k t a l e  scholarship,  almost no work has 
been done on t h e  same types of approaches t o  f o l k  dance scholarship,  
which adhere t o  t r a d i t i o n a l  views and concepts a s  much as those of t h e  
f o l k t a l e .  The study of folk dance involves a d u a l i t y  i n  concepts: why 
study dance, and how should it be studied? Tradi t ional ly ,  dance was 
notated f o r  severa l  reasons: a s  a memory a id ,  as a guide t o  learning 
dances i n  a non-structured, p r iva te  environment, as a means of copying 
down unfamiliar  s t eps  and postures i n  a type of shorthand, and, more 
recently,  as a r e f l e c t i o n  of cul ture .  In  the  l a t t e r  case, dance has 
recen t ly  been considered i n  t h e  same sphere as f o l k  song and f o l k  music, 
and has been recorded s o  t h a t  it may be in tegra ted  i n t o  t h e  o ther  areas  
of f o l k l o r e  s tudies .  Cross-cultural  s tud ies  have been undertaken t o  
compare and r e l a t e  cu l tu res  by means of t h e i r  dance s t y l e s ,  moving dance 
from a simple a r t  form t o  a c u l t u r a l  ind ica to r  r e f l e c t i n g  s o c i a l  mores, 
work habi ts ,  and c u l t u r a l  values. 
The components involved i n  studying dance have a l s o  developed from t h e  
simple t o  the  more compl-ex. While the  f i r s t  methods of dance nota t ion 
were concerned only with s t e p s  executed rhythmically, l a t e r  s tud ies  
included dynamics and the  use of movement and space. With t h e  introduc- 
t i o n  of kinesiology a s  a formal d i s c i p l i n e  i n  the  1950's by Ray Bird- 
w h i s t e l l ,  a new dimension was added t o  the  study of dance. Proxemics, 
o r  s p a t i a l  r e l a t ionsh ips  between dancers, was a l s o  considered l a t e r .  
In  s p i t e  of these  advancements i n  dance theory and s t y l e ,  scholars  
e s s e n t i a l l y  repeated p a s t  works, usually introducing only a d i f f e r e n t  
s t y l e  of nota t ion.  The s t a b i l i t y  of a t t i t u d e s  and manners of t r e a t i n g  
dance can be seen i n  the  h i s t o r y  of dance notat ion.  While scholars  
introduced new reasons f o r  studying dance and d i f f e r e n t  s t y l i s t i c  fea- 
t u r e s  of it, t h e  s t r u c t u r a l i s t i c  approach has maintained i t s  hold on 
most of t h e  theor ies .  The most e s s e n t i a l  q u a l i t y  remains s ing le  move- 
ment, and most scholars  seem t o  be searching merely f o r  a b e t t e r  way of 
nota t ing the  movements. 
The f i r s t  dance recorder t o  publish h i s  methof of nota t ion was Thoinot 
Arbeau, who introduced h i s  technique i n  1588. Arbeauts system consisted 
of drawings and desc r ip t ions  of s teps ,  which were each a l located  a 
s p e c i f i c  name. These names would then be placed i n  the  musical sca le  
next t o  the  note which corresponded t o  the  movement. Another e a r l y  
method of nota t ion which has been a t t r i b u t e d  t o  Arbeau i n  some h i s t o r i c a l  
accounts i s  t h a t  of " l e t t e r  subst i tu t ion" .  I n  this technique, names of 
s t e p s  were refer red  t o  by t h e i r  f i rs t  l e t t e r s ,  such as r f o r  reverence, 
- w 
a low bow, v f o r  vo l t a ,  a quick turn ,  and s f o r  simple, a s t e p  forward. 
Thus a dance involving s ix  s t e p s  forward, a tu rn ,  and a low bow would be  
w r i t t e n  69, v, r .2  Both of these  methods, however, are severely l imi ted  
i n  t h e i r  ef fec t iveness .  They assume a common terminology among dancers, 
which may e x i s t  f o r  b a l l e t ,  but  i s  a remote concept i n  f o l k  dance study. 
Then too,  d i rec t ion ,  formation, and other  body movements a r e  a l l  elimin- 
ated ,  while t h e  s t e p s  alone are presented. 
The no ta t iona l  technique published i n  1700 by Raoul F e u i l l e t  was the  f i r s t  
t o  incorpora te  "track drawings," an important innovation which was adopted 
by l a t e r  nota tors  a s  we11.3 This system i s  characterized by dot ted  l i nes ,  
which represent  the  foots teps  of t h e  dancer. Steps are viewed from t h e  
dancer 's  point  of view, a method which does not r equ i re  the  reader t o  ex- 
change l e f t  and r i g h t  d i r e c t i o n a l s  a s  he would i f  he were viewing t h e  
s t e p s  from the  audience's pos i t ion .  However, t h i s  type of t r a c k  drawing 
was u t i l i z e d  only i n  terms of footwork: body movement was not  yet con- 
s idered important enough t o  be included i n  dance notat ion.  Then too,  
rhythmic correspondences between s t e p s  and music were not considered, re- 
ducing t h i s  method t o ' a  memory a id  f o r  those a l ready fami l i a r  with t h e  
dance. 
The next method of dance nota t ion t o  appear was known as "~tenochoreography," 
or dance shorthand. Introduced by both Arthur s a i n t - ~ & o n  and Albert  Zorn 
i n  the  second hal f  of the  n ineteenth  century, t h i s  technique f e  tured 
s k e l e t a l  s t i c k  f igures ,  adding musical notes t o  c l a r i f y  rhythm. ' However, 
s t i c k  f igures  required t h a t  t h e  movements be viewed from the  audience 's  
perspect ive ,  forc ing the  dancers t o  exchange l e f t  and r i g h t  as they exe- 
cuted the steps- S t i ck  f i g u r e  drawing was a l s o  time-consuming, and was 
unable t o  record i n t r i c a t e  s t e p s  and f l o o r  pa t t e rns .  The t h i r d  dimension 
was completely o b l i t e r a t e d  i n  t h i s  type of nota t ion,  as was movement of 
any kind. Rhythm was not connected t o  the  f i g u r e s  as  timing fo r  movement, 
and the re fo re  s t e p s  could not be corre la ted  t o  t h e  music.' The main advan- 
t age  of s t i c k  f i g u r e s  was t h a t  they showed the  pos i t ion  o f  t h e  e n t i r e  
body: movement was t o  come l a t e r .  
Later  was 1928, when Rudolf Laban reverted t o  t r a c k  drawing t o  incorporate 
movement wi th  body posi t ions .  Laban f e l t  t h a t  t h e  main importance of 
dance no ta t ion  was t o  e s t a b l i s h  a " l i t e r a t u r e  of movement and dance" i n  
o rder  t o  " ( f a c i l i t a t e )  t h e  communication of movement ideas  t o  o ther  people. "5 
This would be benef ic ia l  f o r  t h e  advancement of a  g r e a t  art form, Laban 
thought. That t h i s  system was designed for  b a l l e t  and modern dance rather 
than f o l k  dance i s  immediately evident: while a l l  physica l  movements are 
recordable,  t h e r e  is  no provision f o r  c u l t u r a l  p e c u l i a r i t i e s  t h a t  wo,uld 
manifest themselves i n  f o l k  dances. .This s c i e n t i f i c  technique i s  based on 
a system of symbols, arranged on a v e r t i c a l  s t a f f  which i s  read from bottom 
t o  top. These symbols represent  s p a t i a l  o r i en ta t ion  on a temporal. contin- 
uum, adding t h e  concept of dynamics a s  well .  This i s  a r e s u l t  of ~ a b a n ' s  
b e l i e f  t h a t  dance was more than j u s t  pos i t ions :  by emphasizing movement 
~ a b a n o t a t i o n  providea a continuous flow of energy, equating t h e  importance 
of t r a n s i t i o n  between pos i t ions  with the  pos i t ions  themselves. 
The v e r t i c a l  s t a f f  i s  divided i n t o  two sect ions ,  the  l e f t  and the  r i g h t .  
The l e f t  section includes t h e  l e f t  hand, arm, l eg ,  body d iv i s ion ,  and 
d i v i s i o n  of weight, while t h e  r i g h t  sec t ion includes the  r i g h t  counter- 
p a r t s  p lus  the  head. The weight of t h e  body and the  leg movements are 
close  t o  t h e  center d i v i d i n g ' l i n e :  t h e  o the r  p a r t s  of the  body are i n  
second columns on e i ther  s ide  on the  cen te r  ones. The b a s i c  symbol i s  t h e  
rectangle, a l t e r n a t e l y  transformed t o  represen t .  forward, backward, o r  dia- 
gonal movements, while the  t r i a n g l e  i s  used f o r  sideward movements. Levels 
of movement a r e  indicated  by shadings -- upwards i s  a s t r i p e d  symbol, down- 
w a r d ~  i s  a blackened one, and a hor izon ta l  movement i s  a c l e a r  synbol. The 
s t a f f  i s  divided hor izonta l ly  ' i n t o  ba r s  of music, with the  bea t s  marked off 
evenly within each bar.  This allows f o r  the  coordination of movement with 
rhythm, adding s t r e s s  and dynamics as well.  An example of Labanotation, 
depic t ing one measure of an I t a l i a n  t a r a n t e l l a ,  i s  shown i n  Figure 1. 
Cer ta in  important advantages were encompassed i n  t h e  Labanotation system, 
espec ia l ly  t h e  previously mentioned nota t ion of movement a s  we l l  a s  of 
pos i t ion .  The s t e p s  a r e  seen from t h e  dancer 's  point  of view, o b l i t e r a t i n g  
t h e  necess i ty  of t h e  juxtaposi t ion  of r i g h t  and l e f t .  The v i s u a l  symmetry 
imposed by th v e r t i c a l  s t a f f  f a c i l i t a t e s  the  l ea rn ing  of the  dances a s  
wel l .  This system i s  t h e  most complete method of dance nota t ion even to- 
day, i n  t h a t  every movable p a r t  of t h e  body i s  included i n  a non-verbal 
form. By t h e  use of symbols, Labanotation i s  able  t o  cross  language barr-  
i e r s ,  allowing f o r  a flow of exchange between choreographers i n  d i f f e r e n t  
countr ies .  However, g rea t  disadvantages reduce t h e  p o s i t i v e  a t t r i b u t e s  of 
Labanotation. The g rea t  amount of d i a c r i t i c a l  marks and minute symbols 
r equ i res  a long time t o  l e a r n  the  system, a s  well a s  t o  t r ansc r ibe  a dance. 
While the  nota t ion would be excel lent  i n  recording a dance already known, 
it would be impossible t o  record an unfamiliar dance quickly. Then too, 
although body movements may be communicated well ,  t h e  emotional content of 
t h e  dance i s  completely disregarded. Thus while Labanotation i s  exce l l en t  
f o r  b a l l e t  o r  modern dance, where body movements are used t o  express emo- 
t i o n s ,  it would not  convey t h e  mood of a f o l k  dance, which r e l i e s  on the  
dance ' s meaning and purpose. 
In  1935 an a r t i c l e  appeared i n  the  Jcurnal  of' t h e  English Folk Dance and 
Song Society which, had it been widely accepted by dance scholars ,  would 
have changed the  course of dance study immediately. The author, Cesare 
Caravaglios of t h e  University of Rome, seems t o  be the  von Sydow of f o l k  
dance scholarship,  combining common sense with f r e s h  ideas  which were 
l a t e r  developed by e the r  scholars .  Caravaglios noted t h a t  while methods 
of t r a n s c r i p t i o n  had changed over t h e  years,  the  goal  of f o l k  dance 
scholarship remained constant:  t h e  concentrat ion on s t e p s  and t h e i r  re la-  
t i o n  t o  the music. Even the  no ta t iona l  techniques had not  varied g rea t ly ,  
cons i s t ing  of dot ted  l i n e s  representing footwork, verbal  descr ip t ions  of 
musical and dance pa t t e rns ,  l e t t e r s  representing the  names of s teps ,  and 
a combination of music and &ance on one scale .  gone of these ,  Caravaglios 
s t a t e d ,  allow f o r  emotional movements and react ions ,  which character ize  
e thn ic  groups. In  addi t ion  t o  t h e  d e t a i l s  of a dance, its c h a r a c t e r i s t i c  
traits must a l s o  be recorded, such as ges tures ,  t h e  manner i n  which the- 
body i s  held, and any ins tdnc t ive  motions. These revea l  d i f ferences  i n  
c u l t u r e  t h a t  footwork alone would never uncover; f o r  example, body stance 
would be a r e f l e c t i o n  of t h a t  s o c i e t y ' s  manner of walking. Caravaglios 
f e l t  t h a t  ges ture  i n  p a r t i c u l a r  was the  most important f a c e t  of a dance, 
enabling t h e  s tudent  t o  see "why a c e r t a i n  type of dance with well-defined 
e thn ic  c h a r a c t e r i s t i c s ,  passing from one country t o  another ... may vary 
t h e  forms of t h e  ges tures ,  while remaining i d e n t i c a l  a s  regards i t s  music; 
how, i n  shor t ,  it has assumed the  e thn ic  ges tures  of the  new race  which 
has taken the  dance t o  i t s e l f .  "7 These va r ia t ions  r e f l e c t  psychological 
differences in cultures, since gesture or ig ina tes  from a group's psycho- 
logical basis .  The culture's climate, nature, and daily life would all 
contr ibute  t o  t h i s  psychological unity, which would manifest i t s e l f  i n  
dmce ge6turss. Both this and t he  physiological o r i g in  of dance movement 
must be studied i n  a "historico-comparative1' method, which unfortunately 
Camvaglios does not describe. He d o e s ,  however, state t h a t  t h e  "sound- 
film" is  t h e  only acceptable manner in which dances may be studied,  allow- 
i ng  for slow motion poses as w e l l  as f o r  background material  such as 
music, costumes, and physical se t t ings .  This may be supplemented by a 
table of add i t iona l  in fomat ion  which would explain i n t r i c a c i e s  i n  t h e  
s t eps ' -  well  as t he  meaning of t he  dance. 
Carawlglios discusees the  origins of dance as well as its functions and 
techniques, stating that dance i8 a result of thee factore.  These are 
t h e  "primal, nucleus, of ancient or igin ,  " any "additions and modifications 
made. ..through time a d  spac " and t he  "introduction of outside elements, 
b o r r m d  from other dances.tf8' Consequently, he conclude8 t h a t  dance must 
be a "col lect ive  creation," of anonymous origin, which has been trans- 
mitted orally and viaual ly  through time and space. Any recorded version 
of a dance is but  one rendi t ion of a constantly evolving process, which 
reflects the c u l t u r a l  background of i t s  executors. Thus Caravaglios re- 
shaped the goal of folk dance s tudies ,  providing a new d i r ec t i on  which was 
summarily ignored u n t i l  t he  present time. 
The very next innovation i n  fo lk  dance scholarship, i n  1950, was a new 
methdd of l ink ing  steps with music. Ideal ly ,  the  "comparative choreo- 
graphy" of Gertrude Kurath was intended t o  a i d  i n  t he  discovery of "psycho- 
r e l i g ious  functions" of dance, as well as to es t ab l i sh  i t s  c u l t u r a l  
aigdif'icance. However, a f t e r  stating t he  choreographer's e s s e n t i a l  goal, 
she devotes her time t o  a new system of notation.  She sees t h r ee  main 
elements i n  folk dance study -- the  temporal, t he  spatial, and t h e  motor -- 
which are re f lec ted  i n  rhythm, s t ruc ture ,  ground plan, steps, and gesture. 
While Utbanotation provides an e f f i c i e n t  record of these components, 
field work requires an ea s i e r  s c r i p t ,  which she proposes f o r  work with 
American Indian dances. Sn Kurath's system, symbols based on s t ick 
figures are used correspondingly with musical notes. T h i s  i s  accomplished 
by turning t be  musical staff i n  a circular or  linear pattern, accordbg 
t o  t he  f l oo r  plan of the  dance, which she considers t he  most important 
of all t h e  elements i n  dance. Perpendicular symbols (1) represent a 
shuff l ing step i n  a dance, with chevrons (v)  indicat ing flexion i n  t he  
knees. Diacritical marks denote direct ion,  while figures at t h e  beginning 
of each phrase stand for the  posi t ion of t he  male and female dancers.9 
I n  one example, Kurath places the  l e t t e r  S on opposite sides of a cir- 
cu l a r  lan t o  gndicate t he  ~ t o v e s  i n  a longhouse, where t he  dance takes 
place. j0 Repeat s igns  (*/ I .  ) are used i n  each phrase t o  inform t h e  
viewer t h a t  the  steps are continued u n t i l  the  music changes. Kurath 
claims t h a t  since the Indian dancer would never count the number of steps 
composing a phrase, she would be imposing an a r t i f i c i a l  standard on the  
dance were arhe t o  include a spgcified count of steps. However, from a 
non-Indian dancer 's  point of v i e w ,  this would be qu i te  confusing, s ince  
timing would not be f e l t  ins t inc t ive ly .  Although Kurath introduced her 
method as a simplified technique that was able t o  replace Labanolation, 
her t ranscr ip t ion  i s  neither easy nor complete, compelling t he  recorder 
t o  tu rn  the page continually t o  follow the musical staff, while omitting 
gesture  and dynamics. On the whole, it i s  useful  on- i n  order t o  show 
the f l o o r  plan i n  relation t o  tbe music. Kurath must have realized this 
h e r s e l f  a f t e r  f u r t h e r  experirnentation, f o r  i n  a s tudy of t h e  Iroquois Eagle 
dance i n  1953 she changed her technique completely- In  t h a t  study, dotted 
l i n e s  were used t o  t r a c e  the  paths  of dancers i n  maps of ground plans,  
while s t i c k  f igures  were used f o r  individual  pos i t ions  and poses. Verbal 
desc r ip t ions  of the  dance s t e p s  were included, a s  wae a musical staff with 
one hor izonta l  l i n e  of symbolic nota t ion moving from l e f t  t o  r i g h t  below 
it.'' This composite of techniques was changed again i n  a study Kurath 
conducted i n  1964 on t h e  precor tes ian  dances of Mexico. Here photographic 
p i c t u r e s  were used t o  demonstrate ges tures  appearing i n  s t a t u e s  and art 
work, while Labanotation was used genera l ly  t o  t r ansc r ibe  body posi t ions ,  
f l ex ion ,  and ges ture .  Thus t h e  new method of t r a n s c r i p t i o n  which 
introduced i n 1 9 5 0  not only d id  not  a l t e r  t h e  course of f o l k  dance 
scholarship,  but  looked towardsthe p a s t  f o r  a new d i r e c t i o n  i n  which t o  
tu rn .  
A new no ta t iona l  system, introduced i n  1955 by Rudolf e n e s h ,  proved t o  be 
near ly  as popular a s  Labanotation with dance recorders.  Benesh intended 
h i s  method of t r a n s c r i p t i o n  t o  f a c i l i t a t e  remembrance of dance pa t t e rns ,  
b u t  a l s o  t o  allow f o r  research and ana lys i s  of d i f f e r e n t  dances- This 
type of nota t ion i s  "choretic," describing movement a s  we l l  a s  posi t ions.  
1t is, according t o  Benesh, complete, simple t o  read and wr i t e ,  and fast, 
e n a b l b g  t h e  viewer t o  no ta te  immediately from t h e  performance. Benesh 
uses t h e  f ive- l ine  musical s t a f f  as a background f o r  h i s  symbols, wi th  
each l i n e  representing a major element i n  dance: t h e  f e e t ,  knees, waiet, 
shoulders, and head. His symbols a r e  e s s e n t i a l l y  do t s  and dashes f o r  
d i r e c t i o n  and crosses f o r  f lexion,  with l e v e l s  being marked by pos i t ion  
on t h e  s t a f f .  This nota t ion i s  a l s o  seen from the  back, a much simpler 
method than en face  viewing. However, t h i s  system presents  c e r t a i n  prob- 
-- 
lems i n  both rhythm and d i rec t ions .  Movement i s  no t  shown wel l  i n  t h e  
r e s t r i c t e d  s t a f f ,  and, even when musical notes accompany the  symbols i n  
an adjoining s t a f f  ( a s  i s  normally t h e  case) ,  t h e r e  i s  a d i s p a r i t y  be- 
tween rhythm and dynamics t h a t  is not solved. Then too,  t h e  movement of 
t h e  s t a f f  from l e f t  t o  r i g h t  i s  awkward when t h e  movements of the  dance 
a r e  from r i g h t  t o  l e f t .  Benesh nota t ion was o r i g i n a l l y  intended f o r  
bal le t ;  howiver, many of i t s  supporters  f e e l  t h a t  it would be e f f i c i e n t  
i n  the  study of ethnochoreology, o~ the  " s c i e n t i f i c  and a e s t h e t i c  study 
through nota t ion of a l l  forms of movement"l2 on a c u l t u r a l  l e v e l .  Here 
t h e  Benesh system . f a i l s ,  as did  Labanotation, with i t s  i n a b i l i t y  t o  record 
emotional content and dance i n t e r p r e t a t i  n, and remains merely a f a i r l y  
e f f e c t i v e  system of dance t r ansc r ip t ion .  f 3 
While it has been exceedingly d i f f i c u l t  t o  do research i n  the  Rumanian 
sphere of dance scholarship,  s ince  a l l  t h e  sources a r e  i n  Rsmanian, 
t h e i r  a t t i t u d e s  and theor ies  towards dance a r e  much broader than that of 
preceding s tudies .  I n  an a r t i c l e  i n  Revista de Folc lor  i n  1956, one 
contr ibutor  s t a t e d  t h a t  t h e  Rumanians disapproved of t h e  i n t r i c a t e  methods 
t h a t  had been adopted l a t e l y  i n  t h e  t r a n s c r i p t i o n  of f o l k  dance, by which 
I bel ieve  he was r e f e r r i n g  t o  Labanotation and the  Benesh system. While 
t he  Rumanians have t h e i r  own system of nota t ion,  they also have a 
d i f f e r a n t  manner of presenting dance: perhaps t h e  d i f ference  l i e s  i n  t h e  
f a c t  t h a t  t h e i r  system was s p e c i f i c a l l y  designed f o r  f o l k  dance, r a t h e r  
than fo r  b a l l e t  o r  modern dance. The t r a n s c r i p t i o n  was devised by Vera 
Proca, and is  based on both rhythm and dynamics. Le t t e r s  and symbols 
are both used; f o r  example, D and S (based on the  Rumanian - drept  and 
st'ihg) a r e  used t o  r e f e r  t o  l e f t  and r i g h t  f o r  couple dances and fo r )  
-
groups of both sexes, while t h e i r  Greek counterparts ,  Q and t, a r e  used 
f o r  d i r e c t i o n  i n  men's dances. Stick f i g u r e s  are a l s o  used, although 
t h e y  a r e  f requent ly  abbreviated. For instance,  an a l t e r n a t i n g  l i n e  of 
men and women, with hands i n  a f r o n t  basket  pos i t ion ,  would look l i k e  
- 
t h i s  when drawn out  with s t i c k  f igures :  
b u t  could a l s o  be abbreviated t o  t h i s  form: 




i n d i c a t i n g  t h a t  men and women a l t e r n a t e  i n  a s t r a i g h t  l i n e ,  wi th  t h e i r  
hands crossed i n  f r o n t  of  them. This type of nota t ion,  combined with 
simple d i a c r i t i c a l  marks, provides a complete t r a n s c r i p t i o n  of t h e  dance 
i n  a much quicker and simpler manner than had been used previously. 
However, t h e  Rumanians do not merely no ta te  t h e  movements of a dance. 
I n  an early study of Rumanian f o l k  dances, in t roductory  passages dis-  
cussed types of dances t h a t  were most popular, the  physica l  and s o c i a l  
settings i n  which they took place, and the regions i n  which they were 
of p a r t i c u l a r  importance. Formations and i n t e r p r e t a t i o n s  were also 
mentioned, as wel l  as any s o c i a l  i n t e r a c t i o n  t h a t  occurred i n  the dance 
i t s e l f ,  such as commands by t h e  leader ,  s a g s  between p a r t i c i p a n t s ,  and 
calls from onlookers. Any r i t u a l  ceremony connected wi th  t h e  dance was 
described, as wel l  as proverbs and customs t h a t  are dance-oriented* The 
accompanying musicians and t h e  e s s e n t i a l  c h a r a c t e r i s t i c s  of Rumanian f o l k  
music were a l s o  discussed. Final ly ,  p i c t u r e s  of t r a d i t i o n a l  dance cos- 
tumes were inse r t ed .  In  the desc r ip t ion  of each p a r t i c u l a r  dance o v e r a l l  
cha rac te r  and meaning were discussed,  as wel l  as p a r t i c u l a r  formations. 
The dance i t s e l f  was described, and t h e  a c c o w y i n g  music was added t o  
t h e  end of t h e  sec t ion.  While t h e  Rumanian method of dance desc r ip t ion  
i s  a far more complete and d e t a i l e d  process than has been presented here, 
any f u r t h e r  information must first be t r a n s l a t e d  i n t o  another fore ign 
language o r  English i n  order t o  be e a s i l y  access ib le  t o  dance scho lws .  
Based on t h e  l i t t l e  information t h a t  could be gathered, howev r, it would 
seem t h a t  modern scholarship  has much t o  learn from Rumania. 1t 
I n  t h e  1950's dance nota t ion continued t o  f l o u r i s h ,  wi th  many new theories 
and systems of t r a n s c r i p t i o n  presenting themselves. The Exhibi t ion  of 
Dance Notation, which took place i n  London i n  1957, was the  natural. show- 
p lace  f o r  these  innovations. I n  an a r t i c l e  i n  the Journal  of t h e  English 
Folk Dance and Song Society, Belinda Quirey commented on t h e  exhibi t ion ,  
s t a t i n g  that any means of no ta t ion  would necessa r i ly  be inadequate i n  
t h a t  it would attempt t o  reduce space t o  t h e  two-dimentional world of 
paper. She s t a t e d  t h a t  j u s t  a s  music had c e r t a i n  cha;racterist ics ,  such 
as pi tch ,  dura t ion of sound, and amplitude of v ib ra t ions ,  s o  dance a l s o  
had its essential traits. ,These were body-location, body-shape, dura t ion 
of movement, and dynamics. Quirey used t h i s  d iv i s ion  as a basis f o r  
c r i t i c i s m  of Labanotation, claiming t h a t  while Laban d e a l t  only with 
body shape, body loca t ion  was the  more important f a c t o r  i n  Western European 
f o l k  dances.15 Quirey i s  j u s t i f i e d  i n  her  c r i t i c i s m  i n  t h a t  formation 
i s  e s s e n t i a l  i n  f o l k  dance; however, she negates her  statement by ex to l l -  
ing one of the  new methods of nota t ion presented at t h e  exhibi t ion ,  t h a t  
of Noa Bshkol. 
The l a c k  of formation, o r  body locat ion,  was not t h e  g r e a t e s t  de fec t  i n  
E s U l t s  system: it is v i r t u a l l y  unreadable, except t o  the  highly t r a ined  
recorder.  Eshkol herse l f  claims t h a t  t h e  nota t ion i s  for movement, o r  
"any event which can only be expressed as a r e l a t i o n  body-time,"16 r a t h e r  
than f o r  dance, which would involve aes the t i c ,  emotional, and s t y l i s t i c  
concepts. The graph i s  t h e  background f o r  her  body and t i m e  l i n e s ,  the  
first of which includes s i x  sec t ions  representing d i f f e r e n t  body p a r t s .  
These include t h e  weight and f ron t  of the  body, t h e  l e f t  l e g  and foot ,  
r i g h t  l e g  and foot ,  the head, torso ,  and pe lv i s ,  t h e  r i g h t  arm and hand, 
and the  l e f t  arm and hand. Movement i s  seen by symbols, which represent  
t h e  t h r e e  types of c i r c u l a r  movements possible:  ro ta to ry ,  plane, and 
curved. These a r e  determined by angular i ty  and s p a t i a l  r e l a t ionsh ips  of 
body p a r t s ,  and are measured by a system of numerical magnitude. For ex- 
ample, i f  one equaled fo r ty - f ive  degrees, a curved movement of n inety  
degrees would be represented as 12. Sequences of these  symbols, t i e d  
together with numbers which r e f l z t  the  magnitude of the  angle, c o n s t i t u t e  
t h e  Eshkol system. The f a i l u r e  of t h i s  method of t r a n s c r i p t i o n  was in- 
cluded i n  Eshkol's d e f i n i t i o n :  it disregards  emotional, aes the t i c ,  and 
s t y l i s t i c  va r ia t ions ,  which are the  mainstays of dance* In  addit ion,  
pos i t ion  is completely ignored, while only motion i s  recorded. Thus 
while t h i s  no ta t iona l  system ma;y be e f f e c t i v e  i n  recording pure movement, 
i t  i s  unsat is fac tory  and inconvenient as a method of dance t r ansc r ip t ion .  
In  t h e  1960's much more work has been done with dance a s  a c u l t u r a l  
ind ica to r ,  although the importance of t r a n s c r i p t i o n  s t i l l  l i n g e r s  on i n  
d i f f e r e n t  forms. A dance d a t a  guide, wr i t t en  by Joann Kealiinohomoku i n  
t h e  e a r l y  196ots, s t r e s s e s  t h e  s o c i a l  context of dances, including t h e  
meaning and t r a d i t i o n a l  content  of each dance a s  we l l  as i t s  s p a t i a l ,  
temporal, and s t y l i s t i c  c h a r a c t e r i s t i c s .  This i s  presented as a combina- 
t i o n  of a l i s t  of quest ions t o  be used i n  f i eLd work and an ou t l ine  of 
those traits which should be recorded, such as dance accompaniment and 
communication between dancers. Each movable pwt of the  body i s  itemized 
t o  c a l l  t h e  n o t a t o r ' s  a t t e n t i o n  t o  them, including f a c i a l  expression f o r  
t h e  f i r s t  t i m e  i n  dance notation.17 However, she r e l i e s  mainly on previ- 
ous methods of t r ansc r ip t ion  for  nota t ing purposes, combining Kurath's 
ground plan designs, s t i c k  f igures ,  and LabanotationLs designation of 
f lexion.  She does s t a t e  t h a t  her guide i s  not complete and cor rec t  f o r  
every s i t u a t i o n ,  another innovation i n  a f i e l d  where every new method 
discaaimed i t s  predecessors. In  f a c t ,  Kealiinohomoku herse l f  abandons 
t h e  r e s t r i c t i o n  of her guide f o r  a l a t e r  s tudy i n  which she compared 
Hopi and Polynesian dance styles.18 Using dance as an ind ica to r  of 
cultural.  t r a i t s ,  she discussed ges ture ,  performers and performance s t y l e ,  
choreography, and ground plans  i n  both s o c i e t i e s .  Although she concluded 
t h a t  d i f ferences  i n  these  e l e m n t s  r e f l e c t  c u l t u r a l  d i f ferences ,  her in- 
formation i s  not presented c l e a r l y  enough t o  emphasize these  d i s s imi la r i -  
t i e s .  As a r e s u l t ,  t h e  reader i s  involved i n  an i n t e r e s t i n g  study which 
f a i l s  t o  ca r ry  through i t s  main in ten t ions .  
The r e l a t i o n s h i p  between dance and cu l tu re  was not studied s c i e n t i f i c a l l y  
u n t i l  1968, when Alan Lomax, Irmgard Bar tenief f ,  and Forres t ine  Paulay 
collaborated on j u s t  such a topic .  The s h i f t  t o  dance s t y l e  from a study 
of f o l k  song s t y l e  and c u l t u r e  was no t  a large one: Lomax s t a t e d  t h a t  
"analogous patterns w i l l  be found a t  t h e  same l e v e l  i n  d i f f e r e n t  communica- 
t i o n  s y s t e m . " l 9  In f a c t ,  dance would be an even b e t t e r  r e f l e c t o r  of 
s o c i a l  and c u l t u r a l  f a c t o r s  than song, s ince  it i s  a primary r a t h e r  than 
a derived manner of expression. Lomax advanced h i s  theory t h a t  dance 
r e f l e c t s  the  preferred  dynamic p a t t e r n s  which appear i n  d a i l y  l i f e ,  serv- 
i n g  pr imar i ly  as a "representat ion and reinforcement of c u l t u r a l  pattern;"20 
and only secondari ly as an emotional o u t l e t .  Individual  va r ia t ion  i n  
movement i s  not as prevalent as  tha t  of culture groups, Lomax felt, and 
t o  t e s t  t h i s  theory he introduced the  study of choreometrics, which mea- 
sured cultures in terms of dance s tyles .  He believed tha t  dance con- 
t ro l led  the "continuities of a l l  behavior, for  example, tempo, energy, 
flow, length and complexity of statement, level  of group contact, voice 
s e t ,  sex role, stance, and the like,"21 and tha t  the value of dance 
analysis was i n  the ident if icat ion of t h i s  behavior i n  order t o  compare 
and evaluate it. More formally, Lomax stated that the intention of 
choreometrics would be t o  t e s t  the theory that ''dance i s  the most repeti- 
t ious,  redundant, and formally organized system of body communication 
present i n  a culture. "Z2 This intention ref lec ts  the influence of the 
study of kinesics, which s tresses  body movement as a means of communica- 
t ion and ro le  establishment. As an example of the w a y  i n  which choreo- 
metrics functions, Lomax demonstrates how work positions and soc ia l  
formations carry over in to  dance. The dances of the Eskimos reflect 
t he i r  way of l i f e  i n  tha t  gestures and positions are stmilar t o  those 
used i n  daily work routines, while the role  of women and amount of group 
organization i s  also closely paralleled t o  working conditions- In t h i s  
way, Lomax hoped t o  map similar movement s ty le  groups, as he has previ- 
ously done w i t h  folk song s ty le  groups. 
Technically, choreometrics re jec ts  Labanotation, i n  tha t  a step-by-step 
analysis would be too culture-bound for  comparison. Instead, more general 
terms would describe the dynamic qual i t ies  appearing i n  the culture. Then 
too, Labanotation ref lec ts  individual patterns, not cul tural  ones, and 
the high degree of idiosyncratic variation recorded would confuse a cross- 
cul tural  study. The notational method tha t  Lomax uses is an adaptation 
of Labanotation t o  cultural,  rather than personal s tyle;  however, the  
choreometric coding book is i n  t i s e l f  a l imitation i n  a cul tura l  study by 
prescribing a r i g i d  checklist, which includes such categories as  Active 
Body Parts, Body Attitude, Spread of Flow Through Body, etce23 Moviea 
were also used i n  the study, but not as  intensively as the coding book. 
On the whole, dance scholarship has not changed greatly i n  the past four 
centuries. While the function of dance notation has changed fiolr that  of 
a memory a i d  t o  tha t  of a component i n  a sutdy of cultural values, the 
concentration on recording pertinent de ta i l s  persis ts .  Whether s t i ck  
figures, Labanotation, or coding books are used, their primary goal re- 
mains the notation of observable patterns i n  order t o  conceptualize the 
purpose of dance. Perhaps a more profitable system would involve study- 
ing the purpose of dance as a determinant i n  movement, rather than vice- 
versa. While steps, formations, postures, and movements have.al.1 been 
studied, the emotional content of dance has been completely ignored. 
Scholars have subjugated the aesthetic and the emotional t o  the sc ien t i f i c  
and mechanical aspects of the dance, which may be a grave error  i n  the 
study of an aesthetic occurrence. While motion pictures a re  undoubtedly 
the best manner of recording f i e ld  data, they have rarely been used i n  a 
pre-dance context, i n  order t o  study impetus and emotional involvement. 
However, jus t  as  folktale  scholarship progressed from the study of motifs 
t o  tha t  of the ta le - te l l ing  community and i ts psychological involvement 
with i ts  stock of ta les ,  so folk dance scholarship w i l l ,  hopefully, 
advance towards the study of the dance community and i t s  psychological, 
physiological, and emotional involvement wi th  its dances. 
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